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『私を離さないで』 における疑似イングリッシュネス


































































クとは， “the depiction of schooling,” “the coming of age narrative,” the meta-fictional references 







かけて制作された Quality Costume Drama として，Chariots of Fire （1981），A 
Room with a View （1986）， The Madness of King George （1995），Sense and 
Sensibility （1996）， Shakespeare in Love （1998）， The Golden Bowl （2000）など
をあげている。これら時代もの映画において扱われているテーマは，「イギリス
のヘリテージとアイデンティティ，そしてイングリッシュネスがいかに理解され




　　 “These are films set in the past, telling stories of the manners and proprieties, 
but also the often transgressive romantic entanglements of the upper- and 
upper middle-class English, in carefully detailed and visually splendid period 
reconstructions.  The luxurious country-house settings, the picturesque 
rolling green landscapes of southern England, the pleasures of period 
costume, and the canonical literary reference points are among the more 










5  ヘリテージ映画の特質として Vidal は，“period settings”（特にエドワード朝イングランドまた
はイギリスのインド支配），“recurrent locations”（イギリスの田園，オクスブリッジ，植民地
インド，イタリア），“slow-paced narratives that enhance character and the authenticity of 
period detail,” “an opulent mise-en-scene exhibiting elaborate period costumes, artefacts, 
properties and heritage sites” をあげ，それらをまとめあげる “iconography of upper-middle 
class and aristocratic privilege” を指摘する（8）。












　　 It was Miss Emily herself who taught us about the different counties of 
England.  She’d pin up a big map over the blackboard, and next to it, set 
up an easel.  And if she was talking about, say, Oxfordshire, she’d place on 
the easel a large calendar with photos of the county.  She had quite a 
collection of these picture calendars, and we got through most of the 
counties this way.（64；下線と太字は筆者）
　　 There’d be little villages with streams going through them, white 
monuments on hillsides, old churches beside fields; if she was telling us 


















　　 I’d be driving through Derbyshire, say, and catch myself looking for a 
particular village green with a mock-Tudor pub and a war memorial―





































































































で，それを “national forgetting” と Teo は呼んでいる（127）。

















































　　 But then again, when I think about it, there’s a sense in which that picture 
of us on that first day, huddled together in front of the farmhouse, isn’t so 
incongruous after all. . . .  Because somewhere underneath, a part of us 


































　　 Actually, we hadn’t really stepped into a clearing: it was more that the 
thin woods we’d come through had ended, and now in front of us there 
was open marshland as far as we could see.  The pale sky looked vast and 
you could see it reflected every so often in the patches of water breaking 
up the land.  Not so long ago, the woods must have extended further, 
because you could see here and there ghostly dead trunks poking out of 
the soil, most of them broken off only a few feet up.  And beyond the dead 
trunks, maybe sixty yards away, was the boat sitting beached in the 
marshes under the weak sun. 


















































































　　 Anyway, the point is, there was a gap in Miss Emily’s calendar collection: 
none of them had a single picture of Norfolk. . . .  ‘And over here, we’ve 












　　 . . . People going north and south’―she moved the pointer up and down―
‘they bypass it altogether.  For that reason, it’s a peaceful corner of 






























麻生エリカ「Kazuo Ishiguro のコスモポリタニズム―A Pale View of the Hills
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Pseudo-Englishness in Never Let Me Go: 
a Reading and Viewing of the Novel and Heritage Film
Yukio Kaneko
　　 Both the novel and the film, Never Let Me Go, depict the recognizable 
settings of Englishness, including the country house, the cottage, the NHS-like 
hospital, the seaside resort and the Norfolk countryside.  However, a strange 
feeling possesses us when reading the novel or viewing the film, which 
prevents us from calling it a genuine novel of Englishness, or a genuine 
heritage film.
　　 The purpose of this thesis is to identify why we feel a sense of 
‘strangeness’ when we read the novel and view the film adaptation.  I conclude 
that this feeling is produced by the pseudo-Englishness, which characterizes 
this work in both narrative formats.  Both formats deepen our understanding 
of this pseudo-English world.  Indeed, it is full of the images of Englishness, but 
as the main characters are clones, we cannot ask about their English identity, 
only about their ‘Hailshamness’.  Thus, we cannot find any comfort in finding 
feelings of nostalgia for the English past in the story and in wishing to return 
to the classic English tradition.  I discuss, first, the nature of the heritage film 
and a map representing Englishness, followed by the Hailsham boarding school, 
a cottage, a recovery centre and a stranded fishing boat, a seaside resort town 
and, lastly, the Norfolk countryside.
　　 The heritage film deals with the heritage and identity of England, and the 
film’s key features are the past, the manners and proprieties of upper and 
upper middle-class English society, country houses, rolling green landscapes of 
southern England, period costume and canonical literary films.  This genre was 
created when Thatcherism in the 1980s caused declining community bonds 
and social unrest.  
　　 Miss Emily, head guardian at Hailsham, teaches the clone students about 
the counties of England, using maps and a picture calendar.  Picturesque 
villages, streams, and old churches, all suggest that this novel deals with the 
theme of Englishness.  The film does not show us any such geographical 
scenes, but the total visual effect suggests the theme of Englishness.
　　 The Hailsham boarding school is depicted as an English country house. 
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Although it has generally been open to the surrounding local society, Hailsham 
is a closed world, which gives us a sense of ‘strangeness’.  The students are 
forced to stay inside, and they do not have any family names; thus, they do not 
belong to any family pedigree.  Quarterly Exchanges and monthly Sales 
emulate the economic system of the outside world, but such emulation is 
meaningless, as the clones maintain few contacts with the outside world during 
their short lives.  What they acquired at the Exchanges and the Sales―their 
possessions―help the clones form individual identities and develop sense of 
belonging to Hailsham, (i.e.  Hailshamness). 
　　 After Hailsham, they move to a cottage, which was formerly a farm 
house.  The cottage, which evokes pastoral Englishness, is in fact a place of 
anxiety.  Contrary to our expectations, we see a pseudo-pastoral world.  No 
agrarian labour such as haymaking, harvesting, or milking is described, and 
sheep are not foregrounded.  Food comes only from the outside.  It is as if the 
clones are themselves like cattle.  Deprived of reproductive abilities, they are 
inferior to cattle, resulting in no family pedigree and no heritage.  Their failure 
to contact their possibles (originals) means that they cannot enter into normal 
human society and are doomed to confinement.  Thus, the clones feel fear and 
unrest despite the superficial pleasantness of their pastoral life―this gives us a 
feeling of ‘strangeness’.
　　 The story then moves from the Cottages to a hospital called the recovery 
centre, which aims to enable the clones to recovery after their donations. 
Seemingly a very English institution, this NHS-like institution is pseudo-English 
as medical welfare depends on the pathetic sacrifice of clones who are 
indistinct from human beings.  They are like humans not only in their feelings 
but also in their memories.  This is illustrated by a stranded fishing boat, 
which they visit and find beauty in since it is nothing other than a figure of 
the now-closed Hailsham. 
　　 Tommy and Kathy visit a seaside resort town―an English town that has 
been a place of middle-class wealth and a place to find leisure in since the 19th 
century―to see Miss Emily and Madame, and to ask for a deferral of donation 
by showing Tommy’s painting as proof of his soul.  However, his request is not 
granted, and both are doomed.  This sad fate is incompatible with the pleasant 
English image of a seaside resort, which leaves us with a feeling of strangeness. 
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setting should be idyllic, but instead, it has an elegiac atmosphere, as it is like a 
graveyard for the clones, and Kathy is the only observer. 
　　 In conclusion, Norfolk serves as a home and graveyard for the clones. 
However, the fact that there is no photo of Norfolk in Miss Emily’s geography 
lesson suggests that the English do not want to accept clones as part of their 
society.
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